This introductory essay for the themed issue "Digital Heritage and the Public" begins by alluding to the profound effect of the digital revolution in how society manages the production, administration, publication and access to information. The effect on heritage is noticeable in all fields. The process of digitalisation, traceable from the early days in the 1960s, is increasingly impinging on the relationship between the professionals and the public. Critics have debated on the advantages and challenges of the digital revolution in the heritage field. Related to that discussion, in this themed issue the first article by Taylor and Gibson questions whether the assumption often made inextricably linking the digital media with democracy is correct. This contribution is followed by two others in focusing on case studies of use of digital media in heritage. Mazel explains about three projects in which their use has facilitated access and encouraged public participation to rock art sites in Northern England. In the last article of this issue, Purkis argues that in the 'Local People' exhibition she organised in Derry/Londonderry, digital media allowed the creation of heritage out of people's ordinary lives. This way of disrupting ideas of heritage also turned the museum into a contact zone, a place for cultural and social mediation.
This introductory essay for the themed issue "Digital Heritage and the Public" begins by alluding to the profound effect of the digital revolution in how society manages the production, administration, publication and access to information. The effect on heritage is noticeable in all fields. The process of digitalisation, traceable from the early days in the 1960s, is increasingly impinging on the relationship between the professionals and the public. Critics have debated on the advantages and challenges of the digital revolution in the heritage field. Related to that discussion, in this themed issue the first article by Taylor and Gibson questions whether the assumption often made inextricably linking the digital media with democracy is correct. This contribution is followed by two others in focusing on case studies of use of digital media in heritage. Mazel explains about three projects in which their use has facilitated access and encouraged public participation to rock art sites in Northern England. In the last article of this issue, Purkis argues that in the 'Local People' exhibition she organised in Derry/Londonderry, digital media allowed the creation of heritage out of people's ordinary lives. This way of disrupting ideas of heritage also turned the museum into a contact zone, a place for cultural and social mediation.
The digital revolution has profoundly affected the way in which society organises information and accesses information. Since the 1960s, new technological methods of mediating information through electronic devices capable of processing data have led to profound cultural changes and ways of operating and functioning in all areas, including heritage. It was in the early years that conferences on the use of computers in the fields of the humanities were first organised (see, e.g. Leed 1966 ) and the first fellowships were given to researchers to work in this area (Lieb 1966) . The first publications containing digital analyses of heritage material also appeared in that decade (Brown, Freeman, and Martin 1964) , while new ways of organising research programmes making use of the new methods of handling data were proposed (Binford 1965) . In the US, the country that spearheaded the digital revolution, this came together with a public administration reform that led to the development of cultural resource management -as heritage management was then known -or Public Archaeology, as termed by Charles McGimsey, one of the key figures in the implementation of the National Historic Preservation Act (NHPA) passed in 1966 (McGimsey III 1972; McGimsey III and Davis 1977; Sebastian 2009 ).
The digital revolution has not only impinged on how heritage management is organised at an institutional level, but also on how heritage data is organised to facilitate access to systematised information. Importantly for this themed section, the digital revolution has also affected the way in which the interaction between heritage and the public takes place. Early on, in his book Public Archaeology, McGimsey (1972) insisted that the professional nature of archaeology was not incompatible with public participation at all levels. This was picked up at the time, because, as Brew commented in a book review:
Public Archaeology tells how the lay public can really contribute to its local archaeology in a completely useful, sane, and legal way. In fact, it presents a blueprint for it. It designs a state-supported archaeological program including full public participation, and then cites an example in detail, Arkansas, which the author knows best. (Brew 1973 (Brew , 1931 In practice, however, despite the encouragement of local participation in the legislation in all fields, the changes did not take place as expected, a failure that has been analysed for the case of natural heritage (Daniels, Lawrence, and Alig 1996) .
The appearance of the World Wide Web (www) in 1989 and especially, ten years later, the development of Web 2.0 and social networking sites such as Facebook and YouTube and blogs greatly increased the opportunities available to citizens to make their opinions known. This was further boosted by the invention of smartphones or Web 3.0 from the late 2000s. From a government perspective, in many countries in the Western world there has been an agenda of widening participation since the late 1990s, and digital means have contributed to this in the form of professionals sharing information digitally. Beyond the consideration of the public as a passive receptor, new social media platforms such as Google+, Instagram or interactive websites such as TripAdvisor and Yelp allow members of the public to express their opinion about heritage sites and collections. Yet, critics also mention that digital media are also bringing new ways of exclusion, for digital technologies are not mastered by everyone (Richardson 2014, 107-118) and worldwide access to them is not even.
This themed section starts with Joel Taylor and Laura K. Gibson's questioning of the assumption often found in the literature regarding what is considered the inevitable link between digital media and democracy. Authors who suggest such a relationship argue that digital tools make heritage more polyvocal, less expert-dependent, and may instigate social change by facilitating easy access to collections and knowledge. However, Taylor and Gibson point out that these are not inherently democratic because they do not face up to the way discourses are generated and operated. The authors conclude that more participation is not necessarily a good thing if there is no balance in who is participating and how they do so. They also wonder whether participation directed by authorised experts may be flawed from the start, as experts tend to bias what is chosen for the participatory process. Nevertheless, they concede that there are phases in the process in which public participation is possible; for example, in the case of museums, when people engage in the creation of digital collections. In any event, they acknowledge that each case is unique and that in each of them heritage experts may have to come to grips with how participation may be encouraged in terms of access, dissemination, control and content construction, while respecting 'cultural specificity, subjectivity, and values' (Buchanan 1999, 200) .
The papers by Aron Mazel and Harriet Purkis provide examples of how digital tools have empowered the public in different ways. Mazel alludes to several conventions and charters, including the Faro Convention (2005) and its encouragement in Article 14 to 'develop the use of digital technology to enhance access to cultural heritage and the benefits which derive from it' and the Burra Charter (2013, Article 25), with its emphasis on interpretation. The three projects led by Mazel relate to prehistoric rock carvings in Northumberland in the north of England and clearly show the transition from Web 2.0 to more accessible 3.0 digital tools. The Northumberland Rock Art website that contextualised the Beckensall Archive of Rock Art Recordings (NRA/NADRAP project) belongs to the former, while the RAMP project facilitates access to information about local rock art sites on mobile devices and therefore is part of the latter. The role of the public were limited in the two previous projects, but encouraged in the third one, RAUKI, a Facebook page on the Rock Art of the UK and Ireland. Importantly, public interest on the project was analysed in the NRA/NADRAP project (Mazel and Ayestarán 2010) , and this increasing interest in what the public wanted from the projects led the professionals to consult public opinion for the design of the RAMP project so that their opinions could be taken into account. The 5574 users and 33,654 pages viewed of the RAMP website at the time of writing seem to point to its success.
Purkis' article closes the themed section and represents a different angle on how people can engage with heritage by means of digital tools. In this case, she explains the 'Local People' exhibition she organised in Derry/Londonderry, for which a varied group of people from the town generated heritage material though videos. Those chosen included people of all ages, men and women, those whose families had lived in the area for a long time and recent migrants, Protestants and Catholics, etc. In the videos shown in the exhibition, the people explained their ordinary life stories. As the author argues, this exhibition found heritage within people. Recovering heritage through such an exhibition encouraged local identity and promoted discussion and understanding in areas that, like this one, had experienced a high degree of social tension. Such an exhibition may, thanks to the use of digital technology in this case, not only disrupt ideas of heritage and create new unofficial histories but, importantly, also turn the museum into a contact zone, a place for cultural and social mediation.
